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The process of reflection began with me when I realized that we 
 “Do, do, do.”
Without time to pause, or think, or think again.  It’s all too fast, to confusing and too instinctive.  
It’s easy to sit amid your practise and imagine your partners know what you’re thinking without 
verbalizing it.  Its easy to slip into the worst habits of our predecessors - where sensibility 
was inherent, not explained - where design order was considered emergent, not encouraged, 
managed and designed.
It’s at the end of this process - where with the luxury of looking back on looking back - that I 
realized we had enacted yet another design process; but this time not a project, but the design of 
our design processes.
The personal loss of our foundation partner - and my life partner - Dominique Ng in 2008 - cannot 
be understated.
GRC 1 articulated our background, legacy and profound confusion in relation to our pasts.
GRC 2 broke through this confusion and examined the work, identifying convenient chapters and 
headings, creating a catalogue of tactics, impulses and processes.
GRC 3 tried to extend this but failed.
GRC 4 examined a recent competition and a recently completed project - once again attempting to 
substantiate another layer of categories.
GRC 5 took our categorisation to a new level - this time expressing it as a series of visual 
representations.
Underneath all of this lurked the role of the image, and behind it, the question of translation.
The task of completing this thesis has stripped our practise down to just a few layers.  The role 
of the image, the way we translate it and the way we discuss and evaluate it as it travels from 
medium to medium has been exposed as the core of our activity.
The tension between our aspirations (captured or selected in an image) as compared to the 
outcome of a translation (as demonstrated to us in a sketch, physical model, computer model or 
finished building) prompts an ongoing arc of enquiry - that journeys to and fro between what we 
want and what we have - is our activity.
In this world, it’s not what you say, it’s what you do.  Talk is cheap.  Outcomes matter.
When I began to write this, I hoped our focus would narrow down and distill the essence of our 
practice into a neat summation, or a final image.  I found out it was the opposite.
My interests kept expanding.  Rather than narrow down - they opened up.
My instinct is to explore.  Every project deserves to be different, just as every condition deserves a 
particular response.  Its also true, however, that we learn along the way; that we return to certain 
successful things because they are successful.  In other words, another kind of balance.
Dominique installed a legacy of her own in my practise.  She intuitively postponed decisions, 
keeping as many options open for as long as possible and gathering the maximum amount of 
information before finally making a decision.  To my mind she preferred grey to the colour black, 
or white.  She enjoyed the potential of a decision without making it, the possibility of research 
without reaching a conclusion.  Her process was also accompanied by discussion between us as 
we tried to work out the best way to proceed.
James, Dom and I share this desire to explore.  TANDEM is mechanism to reflect the world we 
see around us back to each other in a lifestyle of  enquiry.  As a workplace, rather than confirm 
and consolidate our divergent opinions and views, we sought to illuminate each other by our 
differences - to discover by sharing experiences - to confirm the variety inherent in our world 
through a forum of mutual support, discussion and endeavour.
In the document that follows, the work on the left hand side of the document is held in common.  
My major contribution is the central narrative, running down the centre of the right hand side of 
the document. 
Kensington Lighthouse - view from street
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Talk was cheap at LAB; what mattered 
was what you did with your hands and 
whether it was selected for further 
development.
LAB was 2 things to us –
An illustration of the potential inherent 
in teams, how they are guided, how to 
elicit innovation, and how to encourage 
participation
An illustration of the worst kind of 
monotheism, an exhausted design 
elite, driven to repetition by the 
pressure of the offi ce environment
The organizational patterns 
developed by LAB functioned as 
abstract organizational matrices – 
simultaneously guided by a single 
hand and encouraging particular 
interpretation by other individuals in 
response to particular conditions.
In this way, LAB was able to 
orchestrate a coherent, over riding 
response while encouraging it’s many 
studio voices to autonomously deal 
with the array of local conditions that 
naturally emerge during the course of a 
project.
TANDEM was formed from these 
experiences.
N A R R A T I V EA N E C D O T E S T O U C H S T O N E S
DOING
The problem with practice is that you ‘do, 
do, do’.  
Doing leads to income.  
But the quality of what you’re doing, or how 
you’re doing it, becomes lost in the sprint to 
complete everything and anything.  
We initiated this process of refl ection 
on our practice to understand ourselves 
better.  
Our extended history at LAB, with its 
connections to the AA, Lebiskind’s offi ce 
and Guiseppe Terragni was the backbone 
of our experience before we began 
TANDEM.  
This legacy left us with questions:
To what extent can you claim ownership 
of work produced while working for other 
offi ces?
To what extent would you continue the work 
of another offi ce, because you were so 
much part of its invention? 
And, to what extent would you - or should 
you - choose to be different just because 
you wanted to be different from your past?
(n) monotheism 
belief in a single God
Federation Square Stage 1 model
1997
“Everything here is visual, the 
conversations we have are hung on the 
walls and in the pictures we make..”
Attilio Terragni, while working at LAB 
on the Federation Square Project, 1997
Federation Square Stage 2 model
1997
“Th e time of the genius is over because 
projects are now too complex - this is the 
time of the team.”
Attilio Terragni, while working at LAB 
on the Federation Square Project, 1997
Spheres of Infl uence
Our shared experiences are balanced with 
infl uences from outside, TANDEM carries 
residuals of the many.
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Kensington Lighthouse - dining room, kitchen and study
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TANDEM encourages collaboration 
within and beyond our workplace.
TANDEM looks to the outside and 
brings these experiences in.
A sole practitioner’s existence is 
singular.  Our experiences leading 
cross disciplinary teams at LAB had 
been rewarding and stimulating and 
we sought to do the same at TANDEM.  
Engaging multiple viewpoints; 
creating a forum for discussion that 
allows individuals to express their 
ideas; and providing a supportive 
environment in which individuals are 
encouraged to take responsibility for 
their roles within the team; produces 
richer, more complex outcomes - with 
sometime unexpected twists - than 
an individual’s singular response to 
design briefs. 
Our objective in establishing TANDEM 
was to provide a critical though 
supportive environment, where we 
sought to encourage dissonant voices 
and engage all team members on our 
projects.
N A R R A T I V EA N E C D O T E S T O U C H S T O N E S
AN EXHAUSTED ELITE
Rob had been unable to produce anything 
usable since yesterday morning. It was now 
4am the following morning, and I had to 
step in. 
The rendering package was notoriously 
fi ckle, one slight adjustment and an image 
could go from almost perfect to completely 
useless. It was not something to be working 
on with a monster(director) raging at your 
back and sleep deprivation. 
As usual, everybody had been awake for 
upwards of 36 hours straight.
“Get off the computer, Rob”
The print run was at 8am - at the current 
rate the presentation would be without key 
images.
Through my own miasma, I was made 
vaguely aware of his pleading.
He wanted - no, needed - to try one more 
thing.  He’d trotted out the same line for 
hours.  
I decided.
“Get off Rob. Alex, take over.” 
Although Alex was incapable of coherent 
speech, somehow the part of his brain 
controlling the mouse was still working. 
Architecture had become some kind of 
macho survival test.  Like an ageing athlete 
I knew it wasn’t sustainable and that 
any buzz from pulling something out of 
nowhere at the last minute was long gone, 
it just felt like a continuous hangover.
(n) tandem
1 an arrangement where a team of 
machines, animals or people are lined up 
one behind the other
2 the connections of networks or circuits 
in a series; that is, the connection of the 
output of one circuit to the input of another
PRACTISE
The point about practise is that it isn’t 
separate.  Practise begins as what you do 
and becomes what you are. 
This transformation is, in some ways, the 
thing you wanted to become.  In other ways 
it arises from providence.  We arrive at the 
point between our and circumstance and 
therein lies practise. 
Studio 2006
TANDEM is like LAB in that our 
conversations take place, in part, through 
physical models which fi nd their way onto 
the studio walls
Studio 2006
Our workspace is one continuous desk; 
everyone has a view.
Studio 2006
It is not an easy space if you cherish 
privacy; our intention to restrict work 
hours so that it is possible to have a social 
life.
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Kensington Lighthouse - view from carport with master bedroom above, courtyard and main house beyond
8
Collaboration does not naturally arise; 
it must be encouraged, nurtured and 
directed.  
During our refl ection on our practice, 
we came to understand the design 
processes we naturally gravitated 
towards were themselves deliberately 
designed: to encourage engagement, 
participation and collaboration.
THE IMAGE
Images are a way of beginning a 
conversation.
The images we choose to articulate the 
conceptual underpinning of a project 
while at the same time countenancing 
a catalogue of possibilities.  Meaning 
is slippery rather than inherent and 
interpretations are encouraged.  
Our interest in the image is 3 fold –
Their capacity to bridge over and rise 
above architectural jargon and create 
dialogue between ourselves and our 
clients
The difference in the way that different 
members of the studio translate 
images to architectural concepts
Their capacity to act as touchstones 
throughout a project’s evolution, 
guiding development and allowing 
fl exibility to deal with emergent 
conditions
The images we source refl ect our 
interest in discovering new material 
outside the studio and incorporating 
them into our practice.  This prompts 
re-invention and innovation.
N A R R A T I V EA N E C D O T E S T O U C H S T O N E S
The masters was/is the chance to engage 
with practise from the outside. 
What is it, we do?
Why do we do it?
What does this tell us about ourselves?
And then -
Should we keep doing things this way?
IMAGE/PATTERN/ORDER
We tend to be drawn to patterns that also 
allow for open interpretation, at a simple 
level it might be an asymmetric grid that 
provides multiple geometric readings as 
opposed to an orthogonal grid. 
To a degree, this interest was spawned at 
LAB. 
The entire ordering geometry for 
Federation Square came from initial 
geometric generators based on distortions 
of tartan grids.
Our educations primed us for this 
interest. RMIT and Melbourne University 
at our times of graduation were actively 
experimenting with irregular ordering 
systems and geometries. Tutors such as 
Peter Raisbeck and Peter Brew at RMIT 
and Kathi Holt Damant at University of 
Melbourne pushed students to research, 
speculate, experiment - avoiding over 
arching presumptions or geometries - 
rather letting  architecture evolve out of 
a series of self styled tests.  The ability to 
dissect and describe design choices given 
close to the same weighting as the end 
result.
C House Site 2005
sometimes it’s not important how you 
start, the most important thing is that you 
actually start - then you can work it out 
as you go...
Studio 2006
like LAB, we assembled the biggest library 
we could aff ord.
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RISING ABOVE JARGON
The act of interpreting, describing 
and discussing an image cuts jargon 
from conversation between us and our 
clients.  The discussion about what an 
image might become when translated 
to architecture creates an immediate 
investment by the client in a project, 
liberates us from the recurrent theme 
of ‘architectural expression for its own 
sake’ and allow us to quickly hone in 
on a client’s particular interests and 
concerns.  Deploying an image creates 
a bridge to our client’s usually different 
professional backgrounds; allowing 
them to drop their inhibitions and talk 
more openly about concepts important 
to them.
Inside the studio, images create 
opportunities for individual 
contribution while maintaining an over 
arching framework that holds a project 
together.  The difference between 
interpretations leads to richer design 
outcomes, encouraging designers to 
express and pursue their particular 
interests on a project.
Images emerge at different stages of a 
project.  They are as likely to be chosen 
at the start, as at the middle or towards 
the end of a design process.  Projects 
typically acquire a number of images, 
which then disperse into conversations 
about different parts of the design, fi nd 
their ways into sketches, drawings and 
models spurring further development 
as the images are translated into 
architecture.
The image also provides a mechanism 
for resolving confl ict.  In this case, 
the spaces between interpretations 
allows for negotiation between team 
N A R R A T I V EA N E C D O T E S T O U C H S T O N E S
The sense of coherence and difference 
that engages us tends to operate a 
subtle level. A feeling that difference is 
heightened through slow iterative slips 
tends towards patterns or images that 
have some kind of unifi er that is applied 
inconsistently.
 
(MIS)INTERPRETATION
“I’m confused....where are the windows?”
For every successful presentation that 
uses a key underpinning image there are 
the ones that sink slowly into quicksand.
The image of a Burr puzzle seemed to 
us like a challenge to create interlocking 
volumes; the possibility of implied shifts 
and slippages. To the dumbfounded 
client it was a picture of a wooden block 
nothing more. 
The Burr Puzzle came back later with 
another, more open minded, client. It 
helped that he designed video games 
and had an extensive collection of star 
wars fi gurines. 
“Inhabiting a cliff  edge.” 
Kensington Lighthouse 2008
“Filtering veil” 
Kensington Lighthouse 2008
“Tree house” 
Kensington Lighthouse 2008
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NGVI shop - merchandise display, runway beyond, modular shelving and built in seat, jellyfi sh light overhead
NGVI shop - merchandise display extending into foyer to create sublimating edge
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members without resorting to open 
argument.  The resolution of confl icting 
impulses, negotiated through an 
image, produces new layers in design 
solutions, while maintaining over 
arching response, marshaled by the 
image.  
While some images come and go at 
TANDEM and have a life dedicated to 
a particular job, others recur.  These 
recurrent images sometimes have 
consistent, proven interpretations and 
are therefore static, while others have 
the fl exibility to evolve from project to 
project and have acquired a repertoire 
of architectural expressions. 
ONE MEDIUM TO ANOTHER
Translation emerges as a natural 
consequence of encouraging multiple 
interpretations, which in turn leads 
to the question of design process.  As 
an idea is transposed from image, to 
sketch, to physical model, to computer 
model, to documentation and then 
fi nally construction; it adapts, each 
time, to the peculiar constraints of its 
medium.  
A further question lurks deeper – are 
the images themselves metaphors for 
something else?  
It’s hard to know.  We haven’t 
examined the process by which we 
make our selections.  We both felt 
it wasn’t so much the subject of our 
translations that interested us, but 
instead the process.
Process, for us, wasn’t about 
generating information, or adopting 
a director’s position to edit work 
A N E C D O T E S T O U C H S T O N E S
CONFLICT
We had reached an impasse; the 2 design 
approaches on the team were different to 
the point where common ground seemed 
to have completely dropped away, it had 
become one will against another. 
At some point, the design concept had 
dissolved and the new designer had 
thought it never important anyway.  To me, 
it was the most important thing - I mean 
- if you haven’t got something in the back 
of your mind - well, you’re just fumbling 
around in the dark, aren’t you?
The problem with being responsible, is 
that at some point you have to throw your 
weight around.  And the problem with 
throwing your weight around is that you dis 
empower every contributing team member 
when you insist.  Yes, this is the way 
forward - no - I INSIST.
At some point in this conversation, which 
was about the lights, someone said 
something about jellyfi sh.  Then we found 
the image -  a school of jellyfi sh captured 
the ephemeral clustering and unrelated 
order that allowed the project to move 
forward, and harnessed all the negative 
energy that comes with insistence and 
it headed off in a new, energetic and 
productive direction.
At it’s best the “tri-polar” process found 
ways through that left everyone intact. This 
time it took an image to mediate; -
Icebergs
Author Unknown
NGVI Installation 2009
Membranes
author unknown, 2005
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NGVI shop - central reading room enclosed by fi eld of modular shelving, runway for fast turn over merchandise beyond
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–but related to demonstration and 
discussion.
In our post mortems on projects we 
found projects suffered when allowed 
them to incubate alone.  When they 
were discussed, new leaps were made 
and the outcomes improved.  We 
designed our process refl ect our need 
for demonstration and discussion.   
Although all projects are different we 
deliberately expose them scrutiny at 
critical points –
The image - a guiding metaphor 
associated with the project.
Sketching - iterative exploration 
of possible outcomes; often a sort 
of frantic overproduction where 
constraints are tested, opportunities 
explored and architectural sensibility 
established.
Physical models; building models in 
house prompts new inquiry.
Computer models; the effort of 
building detailed computer models in 
virtual space requires collaboration 
from all members of the studio.
Images are researched by the 
studio but we - meaning James 
and Tim - make the selection.  The 
image immediately slips into the 
nomenclature of a project, becomes 
embedded in the group, and takes on a 
life of its own.
Because we begin with an image, it’s 
translation into architectural space is 
both more immediate and less defi ned.
The images generally infer qualities of 
space, light, texture – sometimes even 
A N E C D O T E S T O U C H S T O N E S
RECURRENT IMAGES
As I sat there staring desperately at the 
laptop screen after 2 days of stagnating, 
too scared to ask for help, I felt a swamping 
wave of panic. What did they mean by 
façade graphics? What was behind the 
façade, what was the buildings function? 
What were the facades made from? None 
of these questions were helping, I had a 
meeting with Don, Peter and the engineer 
that afternoon. 
I had to get off the computer.
 Everything within Photoshop was looking 
the same, I needed something to start with. 
Taking a piece of lined paper and scoring 
it into 6 strips I folded them across one 
another, an intertwined series of fi laments. 
Scanning revealed multiple layers of 
transparency, the lines of the paper 
creating a secondary order. 
This pattern became the underlying formal 
organization for the facades; which through 
many iterations found their way, somewhat 
unsatisfyingly, into pinwheel patterns.
Later, the paper pattern found its way into 
the twisting, turning fi lamental organization 
of the BMW Liepzig design competition.  
Later again, it found another life in the 
Bellarine Gallery.  And fi nally, it found its 
way into the second version of the Creeds 
Farm Living and Learning Centre and fi nally 
got built.
Creeds Farm is the only version we know of 
that made it off the drawing board and into 
the real world.
The folded paper image has remained with 
us - fi nding it’s way into many different 
projects.  The point is the image is rich 
with different possibilities for translation.  
Some focus on the textures implied in the 
image, others the organization implied in 
plan, others the intersection between folds 
- and others still the overlap of the many 
different fi laments.
The folded paper is inherently architectural. 
Snake skin
Author Unknown
Plus Warehouse Tiles 2010
Squid skin
Author Unknown
Trackside@Hampton 2010
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ELEVATION
ELEVATION
NGVI shop - computer generated image for modular shelving as it approaches the foyer
NGVI shop - physical model
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organization.  Their translation into 
sketch, and then into either 3d model 
or computer model –forms the basis of 
our response to the questions posed by 
the site, the client and our ambitions 
for the project.
But everybody translates concepts 
from one medium to another in their 
particular way.  The difference between 
hands produces alternatives.  These 
alternatives allow individual expression 
and investment in a project, while at 
the same time creating a coherent, 
coordinated response to a brief.
We are more interested in encouraging 
different responses, rather than driving 
towards a pre-conceived outcome.  Our 
solutions percolate upward through 
the work completed by the studio, 
rather than being pushed from the top 
down; although by picking the initiating 
images, we provide the arena in which 
this takes place.
And because they emerge from the 
bottom up, the studio’s translations 
become polluted by successive 
mediums.  Information is added; on 
the one hand transforming the idea in 
its new medium to something different; 
while on the other hand serving 
to reduce the original image to its 
essence.
Of course, there is no cliff in the house 
in Kensington, just as there are no 
jellyfi sh fl oating in the blackness above 
the NGVI shop, a shop we perceived as 
slowly transforming from solid to gas.
Something of the qualities 
represented in the images survives the 
transformation.  These qualities are the 
subject of our architectural effort.
N A R R A T I V EA N E C D O T E S T O U C H S T O N E S
Other images are different; and used just 
once.  The cliff edge at Kensington, is a one 
off - specifi c to the site and project.  The 
tree house in the same project may well be 
re-used.
The Catherine Wheels of the C-House will 
probably remain specifi c to that project 
because they’re one liners and we feel 
we’ve outgrown them.  The jellyfi sh of the 
NGVI shop may well discover different 
formations because they’re more abstract 
- and therefore capable of absorbing 
different translations - rather than 
experiential - and therefore related to a 
specifi c set of circumstances in a particular 
project or site.
Jellyfi sh
Author Unknown
NGVI Shop 2004
Dry ice sublimating from solid to gas
Author Unknown
NGVI Shop 2004
Folded Paper
Alex Peck@LAB 2001
BMW Leipzig 2001
Bellarine Gallery 2002
Creeds Farms LLC 2007
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Creeds Farm LLC - aerial view from NEARMAP
Creeds Farm LLC - view from pedestrian entry with north facing courtyard
Creeds Farm LLC - car entry and south facing courtyard
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It is something to inhabit the different 
levels of the Kensington Lighthouse, 
sometimes you sense vertigo, and 
sometimes you’re in contact with the 
ground, or you peep over the cliff or 
take shelter behind it.
Just as the lamps clump together in 
strange formations, creating pools of 
light – like the way jellyfi sh seemingly 
at random swim through the ocean 
- this contrasting geometry fi nally 
breaks from the orthogonal lines of the 
NGVI.
And the qualities are not always 
experiential.  There are no taboos.  
At the NGVI shop, the sublimating edge 
is a spatial quality that allows the shop 
to colonize the foyer, creating a new 
kind of shop front display somewhere 
between museum display cases and 
window dressing.  In this instance, 
qualities of the image were selected 
because of the client brief and shop 
program - these re-emerged in the plan 
and informed the joinery design.
The particular nuances of someone’s 
translation of an image, it’s 
relationship to the source material 
and it’s realization in the design – are 
therefore key points in our effort to 
discover the best way of capturing 
our intentions for a project.  From this 
emerges the question of how we make 
decisions given our preoccupation with 
generating possibilities through studio 
interactions.
N A R R A T I V EA N E C D O T E S T O U C H S T O N E S
Erase the ego -
Obviously, this is an ideal.  The notion of 
a discourse where protagonists are ideas, 
not individuals. (Although without some ego 
would there be any ideas on the table?)
A curious culture -
The studio as an inquiring mind, delighting 
in research and seeking invention.
Sketching
The most immediate tool for design 
exploration; from mind to hand to eye 
and around again.  Our projects often 
commence with an almost frenzied process 
of sketching, where ideas are repeatedly 
tested, refi ned and evaluated.  Often the 
aesthetic direction for a project is set in 
these early phases.
Physical models
Models are often presented to clients 
of fi nished products, evidence of the 
substantial invoice they often accompany.  
Models, however, to us are neither fi nished 
pieces nor fi nished objects, but rather 
but rather a process for investigating 
the enclosure and articulation of space 
- and might nearly be hacked apart on 
completion as left to stay in one piece.
Computer models
Genuine, multi-party collaboration and 
crucial element of our practice - everybody, 
and we mean everybody - creates 3d 
models in the computer in virtual space 
where anybody and everybody can 
contribute.  Digital formats remain the 
only true medium of investigation where 
results are absolutely plain to see, test and 
evaluate
Talking
Discourse requires management.  In the 
fi rst instance it requires an environment 
where everybody can speak without fear, 
in the second, it requires that everybody 
Schooling Fish
Author Unknown
MONA 2004
Refracting wave patterns
Author Unknown
Pollywoodside Landscape 2010
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Creeds Farm LLC - pedestrian entry to hub space
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We make decisions through repeated 
processes of demonstration and 
discussion.  Although we become 
familiar with our responses; the key 
leaps are usually made in the moments 
when we are all able to contribute. 
Exposing the design to scrutiny (by 
insisting that it become a physical 
model, or that it be accessible in virtual 
space) forces the studio to tackle 
head on the relationship between a 
concept’s translated medium and its 
essential qualities head on.  
When a design becomes available 
for everybody to see, everybody 
can critique it.  And when a design 
becomes visible, it has, by its nature – 
been translated.  
Translation, though, is itself a thing in 
tension.  It is the difference between 
the aspirations hinted at in the image, 
and the constraints fed into the 
outcome by it’s many constraints.  
How good was your sketch?
How good was your model?
How realistically could you anticipate 
the skills or your carpenter, brickie or 
plasterer?
Responsibility and honest interrogation 
are essential to this conversation.
The question is always -
Where are we now? and;
Where do we want to move to?  ;and 
later still -
How do we get there?
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speak plainly.  Lastly, and most importantly; 
the focus of the environment is generous, 
not mean, where criticism is received 
and considered rather than argued and 
resisted.  
Support
Mutual support and where each other’s 
ambitions, ideals and objectives are 
identifi ed, fostered and valued.
Free Time
Google found that when staff were given 
time to play on their own projects they were 
far more likely to come up with innovative 
solutions to things they were doing during 
“business hours”.
The studio encourages teaching and other 
activities that take people out of the work 
mode and allow for fresh interactions.
Laughing
On the whole architecture is not a funny 
business. But sometimes it’s ridiculous, 
absurd and hilarious.  Besides, nobody 
likes working with a tortured artist - and 
we’d rather not have clients who want 
us to be tortured.  These are important 
moments; because otherwise we’d go 
insane doing the work and never get 
another job...
House
Rachel Whiteread, 1993
Vice-Chancellor’s Terrace 2011
Juvenille Angelfi sh
Author Unknown
Trackside @ Hampton 2010
Camoufl age
Author Unknown
Port Pirie Shed 2011
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Creeds Farm LLC - communal kitchen in hub
Creeds Farm LLC - view into hub from offi  ce
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Talk is cheap.  Doing is what matters – 
and then discussing what was learnt by 
doing something.  
The repetition of 
 ‘Do, do, do’ 
becomes an iterative progression, 
where designers try, assess and learn 
– slowly working their way towards 
solutions that simultaneously satisfy 
brief requirements, the imperative of a 
concept and the particular nuances of 
a medium.
FRAMEWORKS FOR DIFFERENCE
The mechanisms developed at LAB 
foreshadow the manner in which 
TANDEM elicits investment from 
its team members and provides a 
mechanism for our many voices to be 
heard.
Multiple interpretations of a given 
image, is one example - the process of 
direction is another.
Direction is a balance between 
providing an answer and eliciting a 
response.  Too much direction and you 
get a simple echo.  Too little direction 
and you get something irrelevant or 
inappropriate.  Effi cient direction lies 
between these poles.
Directors establish frameworks for 
designers to work to.  The tension 
between director and designer is a 
relationship.  In the best relationships, 
designers are able to creatively satisfy 
the many emerging issues of a project 
within a framework.  The success of 
the response therefore depends on 
the fl exibility of the framework and the 
creativity of the designer.  
A N E C D O T E S T O U C H S T O N E S
james
tim
jono
lisa
megs
richard
tim
marcus
dom
CENTRAL ROLE WITH COLLABORATORS
designer (tim or james or another) and 
collaborators - we have abandoned this 
structure because it isolates designers 
from studio input
NGVI Shop
SYMMETRIC ROLE WITH COLLABORATORS
twin designers/directors with equal 
weighting and collaborators - effective 
structure although requiring extensive input 
from both designer/directors.
Kensington Lighthouse
Camo-car
Author Unknown
Port Pirie Shed 2011
Snake skin
Author Unknown
Wenhe Competition 2004
Chameleon skin
Author Unknown
Trackside@Hampton 2010
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Creeds Farm LLC - plan from construction documentation
Creeds Farm LLC - section from construction documentation showing skillion section
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By its nature, the process of designing 
interrogates the framework.  The best 
designers know when to break the rules 
and challenge orthodoxy; in this way 
both framework and detail progress 
together as design solutions emerge.
At TANDEM, although James and 
Tim are the directors, we are also 
designers.  Often one will fulfi ll the role 
of creating the framework, while the 
other works as the designer.  
Critical discussions refl ect our roles in 
the project and what we have learnt in 
the process of setting frameworks or 
designing.  As the practice has grown 
we’ve added employees, who all work 
in design roles.
The Lake Taihu project refl ects this 
preoccupation with frameworks and 
takes it to an extreme.  This project 
was for an island site in Lake Taihu, 
west of Shanghai, for a system of pre-
fabricated accommodation modules 
of 1200m2 each.  The buildings were 
to be placed on the island in locations 
not known at the time of designing 
the system – and to be placed by 
designers we didn’t know at some 
point in the future.  
The system also had to accommodate 
a rapid roll out and be adaptable to 
future needs, as yet unknown.
We invented a framework that took 
account of the major island infl uences 
of topography, orientation, prevailing 
winds, aspect and amenity – and 
populated it with prefabricated 
modules that could be arrange 
in a variety of confi gurations and 
densities.  Modules could be added or 
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image
North Street Facade
sketch 1
North Street Facade
sketch 2
North Street Facade
sketch 3
North Street Facade
metrics - engaging with construction
North Street Facade
computer render for client
North Street Facade
james (tim)
julie
tim ( james)
mark
kath
A-SYMMETRIC ROLE WITH 
COLLABORATORS
central designer (tim, james or another) 
with director (tim or james) and 
collaborators - this has become the general 
structure of projects in the studio.
Trackside@Hampton
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C-House - radial wings bisecting courtyard spaces
C-House - northern side with recreational courtyard in the foreground
C-House - detail of prow section - building platform above landscape; enclosing roof overhead
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reconditioned at any time.  
In this system no site was pre-
determined.  Every site remained 
open to interpretation, but was guided 
by the framework.  Each designer 
had the framework to work within, 
but the fl exibility to respond to the 
local conditions presented by each 
particular site on the island. 
In this system, every building could 
be different, and yet come from a 
system of prefabrication that engaged 
repetitive industrial processes.  In one 
sense, every building was the same – 
and yet – every building would actually 
be different.
We remain profoundly interested 
in construction.  In a sense, it’s the 
thing that matters most.  Engaging 
with construction is a key part of our 
interest in frameworks because they 
allow us to fi nd particular expressions 
within a generalized system.
The entire logic of the Kensington 
Lighthouse was set up on a corrugated 
iron sheet width, and so is the Creeds 
Farm Living and Learning Centre.
Within this organizational module, the 
window widths were set, the decorative 
possibilities of the sunshells 
understood and the setout for the 
portal frames.  The slipping panels of 
the corrugated iron sheets allowed 
the windows to skip up and down, 
following the gradient of the stair 
and responding to particular lighting 
requirements inside.  
Creatively interpreting a framework 
allows a designer to respond to a 
project’s particular needs – while the 
framework creates repetition, which 
we understand as a crucial element to 
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GODZILLA PART 1
Peter had peculiar, square shaped hands.  
A friend told me that’s what architects had.  
All those other hands, long and slender - 
they weren’t architect’s hands.  They were 
pianists, playwrights, magicians and so on.
Peter was trying to knot his square hands 
together.
“See?  It has to be like this.”
I nodded, not understanding at all.  Why 
couldn’t he draw the bloody thing?  I get 
to sit here, mouse in hand, computer 
screen fl ickering - and interpret his 
bizarre interlaced hands into some kind of 
planning arrangement.
As usual, it was night - early morning, 
actually - the day before it was due.  I was 
totally exhausted - like everybody else - and 
I hated it.
I watched his hands and was reminded of 
Catherine Wheel
Author Unknown
C-House 2004
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C-House - plan from construction documentation
C-House - sections from construction documentation showing variation in the roof enclosure
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controlling cost.  While our buildings 
appear as though they don’t repeat – 
we try and make them as repetitive as 
possible.
Our experience at Federation Square 
was a crucial component in this 
thinking. The Atrium building and the 
opaque facades engage industrial 
processes in two different ways.  
Both systems begin with a pinwheel 
tiling system that governs the 
underlying set out.  
The facade encloses the buildings 
in a skin decorated with a triangular 
tile arranged into a pinwheel grid.  
The repetition is in the triangular 
tile – and, although the tile is always 
the same – every façade is different 
because the tile can be arranged in an 
infi nite variety of confi gurations.  The 
repetition, and it’s capacity to engage 
with the production line, comes from 
the repetitive, triangular base unit.
The Atrium, on the other hand, engages 
with production in a completely 
different way.  It also takes the 
pinwheel grid as a starting point, 
but develops from this starting point 
into a 3 dimensional, self supporting 
spatial network of interconnected 
welded elements joined together in 
complex, irregular nodes.  Every node 
is different, but - because the process 
of assembling every node repeats – 
industrial processes can be engaged 
- making the building possible.
The Federation Square project 
demonstrated the potential of 
teams to us.  The establishment of 
this competitive, creative offi ce - in 
the image of a classic atelier rather 
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another late night at LAB.
This time it was Don.  Don had this idea 
about fi laments knotting together and was 
sick of the rectilinear shapes that came out 
of the computer.
So Don made some dough at home.  He 
brought it into the offi ce and rolled it into a 
series of tubes.  Then he twisted them up 
and mashed them together.  To capture it, 
he photocopied the result - squishing the 
dough even more in the process.
The resulting black and while image was 
pinned up and the competition team told to 
“start from there!”
I watched Peter’s hands.
“Well...”  He hesitated.
“Actually, it’s more like this!” And he 
re-knotted his hands again, this time a 
different way.
GODZILLA PART 2
I watched the boiler makers draw out chalk 
lines, marking centrelines onto enormous, 
steel shapes constructed from 200 x 200 
square hollow sections.  
The shapes were cut by a laser, directed 
by a computer.  The computer was 
instructed by a drawing, created from a 
shop computer model that had come from 
the architectural computer model, that had 
come from my computer.
The boiler maker set up fork plates from 12 
mm thick plate steel - also cut by laser.
It was noisy.  Jim was animated, yelling 
above the din -
“They make a full penetration butt weld - 
It’s as good as steel.
“If they slip up at all the out of plane 
member won’t connect.  If the weld pulls 
the fork plate out of line, they won’t 
connect either.”
During the tender interviews, Jim told us 
this was the building he was born to do.  
After 35 years in the steel business with 
his sideline interest in sculpture (Jim kept 
the machetes, various quarter size bits 
of Melbourne’s street art populated his 
factory) Jim reckoned nobody was better 
positioned to deliver Fed Square’s atrium 
structure.  The enclosure he considered 
the intersection between his factory and 
high art.
Mills Cottage
Kath Sundermann@TANDEM
2008
North Stand, Albert Park
Lochlan Sinclair@TANDEM
2008
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Lake Taihu - diagram showing relationships between typologies and program
Lake Taihu - typological clock diagram demonstrating the infl uence of orientation 
and outlook on a single type
Lake Taihu - diagram showing relationship between structure 
and topography
Lake Taihu - diagram exploring relationship 
between structure and form
30
than a traditional, pragmatic offi ce 
- is the cornerstone of what we term 
frameworks for difference.
We don’t really know if it was an 
accident, or it was designed to operate 
this way - but LAB’s preoccupation 
with pattern as an organizational tool 
created the freedom for it’s many 
authors to fi nd their own voices on the 
project.
By degrees, savagely critical or 
unrelentingly busy, or inspirational 
and uplifting, the studio was, for a 
while, a unique platform teams to 
come together in a highly energized, 
creative environment where virtually 
every conceivable outcome was 
contemplated within an abstract, over 
arching framework of graphic, twisting 
fi laments.  The patterns hinted at 
relationships without prescribing them 
or whispered about spatial potentials 
while postponing decision making until 
every element was in play.
Often, this tendency created a kind 
of decision paralysis where so many 
possibilities were in suspension it 
was impossible to pick a linear path 
through it.  Sometimes, though, 
their patterns co-ordinated teams of 
designers, consultants and patrons, to 
willingly give extraordinary, cooperative 
efforts and rapidly produce rich, 
intelligent and original solutions to 
design briefs.  The tension between 
designers and consultants, the gaps 
between prescription and implication 
and  the latent potential in the abstract 
organizations that were chosen, or that 
emerged, during the design process 
were critical to the quality of the 
outcome.
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He continued -
“But you bastards won’t give me any 
tolerance!”
He wanted slotted holes.  The engineers 
said it had to be friction fi t - no tolerance.
“And because you won’t give me any 
tolerance, if I make a single mistake - I have 
to cut the fork plate off and start again.”
He wanted more money.
“New laser cutting, more time for the boiler 
maker, the shape holds up the production 
line...”
It was impossibly complicated and absurdly 
intricate.  
Every one of the more or less 10,000 
nodes was different.  There was no 
repetition whatsoever.
The process, however, did repeat.  This was 
the part that made it viable.  In fact, it was 
Jim’s expertise and his willingness to do it 
that made it viable.  His boiler makers, his 
understanding of computer processes - a 
very particular knowledge meeting a very 
particular opportunity.
Of course he deserved more money.  
Hell, everybody didn’t, me included.  The 
complexity unfolded only when we worked 
through all the issues.  It wasn’t a normal 
undertaking.  It was heroic and tragic.  
Heroic because we were right at the edge.  
Nothing more was possible - not from our 
imaginations, not from our computers, not 
from our laser cutters, not from our boiler 
makers, not from our riggers.
Tragic because the bean counters made 
people put fi xed fi gures on this kind of 
undertaking.  This was a partnership in 
private and adversarial in contract.  All 
wrong.  
All the way with LBJ.
“Yes Jim, I’ll help.”
Trackside Facade
Julie Verstatte@TANDEM
2010
Como House
Lochlan Sinclair@TANDEM
2008
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ground water run off collected and filtered 
for waffle pod tanks
all formed concrete from e-crete
double hung window openings for cross ventilation
double glazed windows
adjustable external sunshades function as sun 
awnings when raised
trafficable roof deck
roof water harvested and stored in 
polly waffle tanks
adjustable louvres for cross ventilation
concrete thermal mass with 
hydronic heating and cooling
sub floor insulation
sub floor plumbing
insulated timber panel
glu bam laminated portal
insulated roof panel - timber lined
Lake Taihu - plan showing demonstration cluster of 4 villas, single typology only deployed
Lake Taihu - schematic section showing construction techniques
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Sometimes these processes, 
which were closer in some ways 
to experiments, were quarantined 
under competition conditions that 
ran parallel to the project offi ce.  
Sometimes they found their way into 
the project itself.  Because of the 
process, outcomes were rarely visible 
until the last moment and so the 
environment leading up to resolution 
was often highly stressful and 
exhausting.
At TANDEM, we’ve taken our cues from 
this process, cherry picking the parts 
we want, rejecting those we don’t.  The 
image - with it’s capacity to bridge 
artwork, or images we discover in 
science, nature or our experiences, or 
even images we manufacture during 
the course of our work in the studio - is 
our version of artworks that were often 
presented as a point of departure at 
LAB.
But unlike LAB, where we were 
subjected to the logical extension of an 
unmanaged, idealistic design process 
where order was considered emergent 
- we remain actively involved in creative 
production.  Rather than stand aside 
from the process, we are enmeshed in 
the process.
In part, this is a consequence of our 
limited resources at TANDEM - but 
it also refl ects our belief that over-
production doesn’t create better 
results.
Our design processes are more actively 
controlled; and therefore managed.  
Because we want to share it, discuss it 
and take critical decisions together - 
actively demonstrating, evaluating and 
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Th e brief was accommodated in 4 pre-
fabricated elements called rods
Lake Taihu Villas 2009
Th is square grid described diff erent 
arrangements of villa types....
Lake Taihu Villas 2009
Th e typological clock described the 
relationships between aspect, orientation 
and outlook, prescribing the angles 
between rods within types....
Lake Taihu Villas 2009
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Albert Park Sports Pavilion - view showing folded modular roof under construction
Albert Park Sports Pavilion - view showing pre-cast concrete V-support columns
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enacting - has required us to adopt a 
more structured approach.
The question of the image, with its 
immediate and obvious meaning on 
one hand and inherent ambiguity 
on the other - and the process of 
translation from medium to medium - 
is the basis of this design process.
We take a journey with our images.  
They’re a bit like postcards.  In fact, 
the starting point for David Walsh’s 
Museum for Old and New Art (MONA) in 
Hobart were holiday snaps from a trip 
through antiquity in Europe.  Somehow 
the images of Alcatraz in Nafplio mixed 
with the tombs of Mycenae and the 
monasteries of Kalabaka.
They found a connection in David’s 
interest in antiquity, the subterranean 
qualities he sought in the museum and 
our sensibility. 
The connections made with these 
images transcended so many other 
conversations we attempted with David 
– through more conventional means 
like diagrams, text and speech – and 
led us to identify critical qualities in the 
project.
In this experience, we discovered the 
gap between interpretations to be the 
really important thing.  
What I see, is not what you see – 
but there are qualities inherent in 
the image that somehow bridge 
differences between professional 
backgrounds, cultural differences and 
expectations.  
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Th e roof sheet module, that set out 
the facade, determined the decorative 
possibilities for windows, in turn 
described the structural spacing, the 
interior panelling, and eventually, the 
rhythm of internal spaces
Kensington Lighthouse 2008
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Albert Park Sports Pavilion - documentation showing pre-cast concrete supports and roof structure this project was a joint venture with H20 
architects where TANDEM was responsible entirely for the design and documentation of the grandstand
Albert Park Sports Pavilion - construction drawing showing pre-cast concrete V-support columns
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The images have a ‘lead in’ quality, 
encouraging both parties to participate 
in a conversation about what they see; 
and the images lead the parties into an 
interpretation aligned with the original 
as they see form emerging.  The group 
then re-engages in the discussion, 
embellishing the response – and on 
the iteration goes.
So; in some ways these images 
represent moments in time.  They 
are markers, pointing to particular 
interests and to particular resolutions.  
This is important.
Architecture has a language all its 
own - a lexicon of fl oors, frames, roofs, 
walls, membranes and windows, with 
its own logic, conventions and history.   
Different offi ces put their own spin 
on the language and create stylistic 
nuances that, with success, graduate 
to brands - but also to formulaic 
designs.   
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A SOAPBOX IN TASMANIA
David walked in wearing snakeskin pants 
and stained T-shirt with “viagara is for 
pussies” in red.  He avoided shaking hands 
and made intermittent eye contact. 
To begin with he sat down in our 
overheated studio.  As the meeting wore 
on he got up, moved away from the table, 
and by degrees jammed himself into the 
furthermost corner possible from us.  
In some ways he was always seemed 
uncomfortable.  In others, he was 
engaging, articulate, unexpectedly funny 
and fi ercely intelligent, especially when it 
came to numbers - fi ercely manipulative - 
apparently - when it came to sex.
“Sex and Death - that’s it.”
“What?”
“All of human existence - we’re obsessed by 
death - or sex - it’s in our genome.”
Your genome.
“I’m gonna divide the collection, the whole 
thing, into sex and death.
“I want two doors, one red, the other black.  
I want to count which door people choose - 
I’ll count them without them knowing.
“I bet they all choose sex!
“Unnnn.”  
He made a noise between humming and 
moaning when he was uncertain.  “I think 
the doors should be the same.  I just want 
the doors to be labelled - SEX and DEATH.”
He waived his skinny arms around for 
emphasis.
David fl ew us to Hobart to see the 
collection.  Actually collections.  I didn’t 
expect him to come to life quite like this.  
He knew every single piece intimately.  He 
knew their histories, the price he paid, 
who’d tried to outbid him and where the 
piece had been before he got it.  
He wrote the text that accompanied all 
his museum displays.  His texts were both 
prosaic and incredibly informative; quite 
unlike the materials that usually populates 
museums.
“Here!”
David threw me a scarab.  He didn’t throw 
it far and I caught it.  His idea of a joke.  
His curator, gloves on, swore as the object 
Th olos, Mycenae
by Dominique Ng 2004
Th olos interior, Mycenae
by Dominique Ng 2004
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Pollywoodside Museum - view showing foyer
Pollywoodside Museum - exhibition 
Pollywoodside Museum - exhibition 
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We graduated from LAB saturated 
in this tradition.  Every line we drew 
was an acute angle.  We recognized 
agglomerations, fractures, thin 
rock sections, Jasper Johns like 
arrangements – in our own work and 
sought actively to escape the graphic 
preoccupation that came from a highly 
refi ned aesthetic sensibility; perfected 
in the extreme climate of competition 
architecture.  
We wanted the best parts of LAB 
without the pressure, tantrums and 
late nights.
We wanted success without the 
formula - and wondered whether we 
could we achieve this.
We were tired of drawing, drawing, 
drawing - we wanted to build.
Our clients changed too.  Now, 
instead of appealing to the highly 
refi ned aesthetic sensibilities of 
gallery curators and government 
architects – we met chefs, gamblers, 
doctors, bio-mechanical engineers 
or restaurateurs.  In reaching these 
new clients, we needed new ways to 
communicate.
We also needed new material to work 
with.  We both felt outright urgency 
when it came to what we naturally 
drew.  It couldn’t be the same – it had 
to be different - but at the same time 
it seemed the years we’d invested in 
helping to refi ne our own aesthetic 
tendencies seemed a waste to throw 
away.
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passed between us.
He took it back, turned it over, and 
apparently - started reading the 
hieroglyphic.
Pharoh such and such, pronounces his 
new wife to the world, that she is now a god 
just like him - whomsoever opposes her 
opposes me and shall feel divine wrath etc 
etc et al.
David wanted to share.  He had all this 
stuff.  I never thought he wanted to show 
off, but thought his collection clearly the 
best thing imaginable.  Instead of hoarding 
it - he wanted everybody to come and see 
it.  And after seeing it - he wanted people 
to be provoked by it - think about it - be 
enriched by it.
I heard him talking on the radio long 
after we’d fallen out of contact.  I can’t 
remember exactly what he said, but it went 
something like this -
“Mona’s my soapbox and I hope it pisses 
people off.  And I hope it makes people 
think, this temple to the secular.”
Alcatraz, Nafplio
building is landscape
Tim Hill 2004 
Verlaam, Kalabaka
building is landscape
by Dominique Ng 2004
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MONA - concept model - the concept design for this project was undertaken with 
Nonda Katsilidis from FK Architects 
MONA -  view of building from the Derwent River, Tasmania
MONA - concept study models showing 
building development 
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The images we uncovered and 
presented to ourselves and our clients 
became a bridge.  First, between our 
backgrounds and those of our clients’, 
but also importantly between our past 
and our future.
The images are themselves metaphors 
that appeal to our common 
experiences.  That they unite disparate 
backgrounds in conversation indicates 
this.  
What is it like to live on a cliff?  
What is it like to hover amongst the 
jellyfi sh?  
What is it to understand the building 
practices of the ancients and 
illuminate our legacy?
These qualities drag us from our 
daily pre-occupations, forcing us to 
re-consider our practice from new 
perspectives.  It keeps us fresh; gets us 
out of bed in the mornings.  
Critically, our tools – the aesthetic 
sensibility generated at LAB – have 
been transcended – fi nally becoming 
a language to express our interests, 
rather than an end in itself.
In this way, we feel we’ve graduated 
from ourselves and escaped our past – 
while at the same time bringing it with 
us.  
We’re using the highly refi ned 
aesthetic sensibilities and the vast 
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EXPERIMENTATION
Dom was interested in dance.  Her 
thesis researched Merce Cunningham 
(choreographer) and John Cage 
(composer); where she came across 
Chance Operations.
John Cage and I became interested in the 
use of chance in the 50’s. I think one of 
the very primary things that happened then 
was the publication of the “I Ching,” the 
Chinese book of changes, from which you 
can cast your fortune: the hexagrams.
Cage took it to work in his way of making 
compositions then; and he used the idea 
of 64—the number of the hexagrams —to 
say that you had 64, for example, sounds; 
then you could cast, by chance, to fi nd 
which sound fi rst appeared, cast again, to 
say which sound came second, cast again, 
so that it’s done by, in that sense, chance 
operations. Instead of fi nding out what 
you think should follow—say a particular 
sound—what did the I Ching suggest? Well, 
I took this also for dance.
I was working on a title called, “Untitled 
Solo,” and I had made—using the chance 
operations—a series of movements written 
on scraps of paper for the legs and the 
arms, the head, all different. And it was 
done not to the music but with the music 
of Christian Wolff. — Merce Cunningham, 
Merce Cunningham: A Lifetime of Dance, 
2000
Although the use of chance operations 
was considered an abrogation of 
artistic responsibility,[citation needed] 
Cunningham was thrilled by a process that 
arrives at works that could never have been 
created through traditional collaboration. 
This does not mean, however, that 
Cunningham holds every piece created 
in this fashion is a masterpiece. Those 
dances that do not “work” are quickly 
dropped from repertory, while those 
that do are celebrated as serendipitous 
discoveries.
http://en.wikipedia.org/wiki/Merce_
Cunningham
Reindeer herd 
from Points & Lines
Stan Allen
Hatching Pattern
Jasper Johns 1976
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PRODUCTION
 2 KINDS OF DEVELOPMENT    
大型空间和小型空间 
big and small
CULTURE CITY
艺术终点站ARTS DESTINATION
      现代艺术出品的中心 CENTRE FOR MODERN ARTS 
                                   两种开发规模 
文化城市 
Competition entry for the re-development of Minshen Wharf, Shanghai from shipyard to leisure and culture precinct.  Th is project was undertaken 
with ANS Architects in Shanghai and place 6th in a fi eld of 12 entries.
Competition entry for the re-development of Xingang Shipyards, Tianjin from shipyard to 189 Ha leisure, culture and entertainment precinct 
incorporating 2M square meters of additional residential, commercial, cultural and entertainment buildings .  Th is project was undertaken with ANS 
Architects from Shanghai, Oculus from melbourne and has been declared the winning entry.
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experience we accrued in our previous 
professional lives to express the 
new values we bring to our practice 
everyday.  
We actively wander outside the 
studio, and like bower birds bring 
our experiences back inside the 
bubble.  Our experiences outside 
the studio have become essential to 
developments within it.  
The new material prompts 
experimentation and stretches what 
we’re familiar with.  This constant 
coursing to and fro, testing the limits of 
our architectural expressionism – and 
how it helps us to reconnect with our 
shared human experiences – is the 
thing at TANDEM.   
A N E C D O T E S T O U C H S T O N E S
COMPETITIONS
We hate competitions.
When I think about competitions -
They’re an apparently necessary resolution 
between a small offi ce (us) and really big 
jobs.
I think about drivel running down the side 
of my face and my phone dropping from 
my pocket to the fl oor as the #69 tram 
takes me home after 3 days in the offi ce 
and missing my stop because I’m asleep.  
I wake at the end of the line with people 
staring at me as though I’m a nodding 
heroin addict.
They foster big egos; they create unrealistic 
expectations - very occasionally they lead to 
extraordinary buildings.
I remember the taste of metal in the back 
of my mouth; my body supercharged with 
adrenalin.  I remember the same taste 
there after the long sleep -18 or 20 hours 
later - when breakfast had become lunch 
and lunch, dinner.
For us, they’re the opportunity to re-
assemble the larger teams we used to 
enjoy in other offi ces; and harness the 
collective energy of larger groups.
We believe our best work comes from the 
creative tension between opinions where 
differences are resolved through exchange, 
not confrontation.  
I remember the depression, the 
disappointment, that comes from the low 
that follows the high, no matter the result.  I 
mean, mostly we lost - meaning we’d come 
second or third - but once or twice we won.  
And then I discovered winning wasn’t the 
drug, either.  I was as depressed because I 
was so tired and couldn’t believe this was 
the way to work - at all.
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